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UNUTMANIN KATILASAN AKISKANLIGI

Kuskusuz heykeli anlatmak, yapmaktan daha zor. Sanatcinin malzeme ile kesistigi anin icine
dalmak oyle kolay olmamali. Zira heykel, onu bicimlendiren sanatcinin malzemeyi cok iyi tanidigl,
ona yon verdigi, malzemenin de kendisini yonetmesine muUsaade ettigi anda dogar. Sanatci ve
yontulan/bicimlendirilen sey ¢ikma/geri donme karsilikli hareketinden ibaret ontolojik bir yapiyi
paylasir. Sanatcinin bedeninde baslayan ve bedende suren dunya algisi; eylem icinde, forma
dénUsurek dolasima girer ve ontolojik-fenomenolojik bir zeminde sanat yapitina donusor. ikisi
arasindaki bu paylasima izleyici dahil oldugunda; beden- sanat yapiti -izleyici Ucgeninde iceriden
disa, distan da ice karsilikl bir gecis/akis var olur. Fenomonolojik bir bakisla bu durum “ifade
mucizesi” diye anilir ve M. Merleau Ponty bunu soyle dzetler: “Kendini disaridan gosteren bir ic
dUnyaya inen ve orada olmaya baslayan bir anlamlandirma..”t Tam da burada heykele bakarken
cisimlesmis bir anlamlandirma s6z konusudur demek yanlis olmaz. Anlamlar bUtunu olan dunyada,?
heykeli anlamlandirmak, malzemeden c¢ikan ve yine ona donen bir ritimle cisimlesir.

Ahmet Aydin Atmaca'nin heykellerinde anlam; kendi kutlesinden kopmaya c¢alisan, uzayan
eriyen, akiskan bir hale donUsmeye meyleden lakin taslasan bir hareketin icinde cogalir. Bustler
ve bedenler; asagiya, yukariya ve geriye dogru uzantilar esliginde donusumun esigindedir. Bu
uzantilar ait olduklari yerden kopmaya calisirken bir tUrl0 kopamayan, zamanla oraya daha da
baglanan adeta bir 6rimcek agina donusur. Peki bakisimizi icine ¢ceken bu yapiskan kivrimlar
donusumun basladigl yahut bittigi yer midir? Yoksa her ikisini kesistirmekte midir? Bustler,
bedenler ve desenler arasinda dolasan anlam tam da burada hic kimse tarafindan ¢6zUlmemis,
isimlendirilmemis, henUz onaylanmamis bir seye/bir yere sigmaya calisir. Bedenleri mesken tutan
bu hareket ani, anlam ve onu disa tasiran s6zU birbirine butUnler. Baskalasimi, bozulmayi bazen
de yoklugu yuklenen Atmaca’nin mudahaleleri, bedende gerceklesen ve ona yonelen her seyi
anin ve vyerin gercekliginde orer, bulunus alaninda gerceklestirir. Heykellerin icinde ve disindaki
tUm hareket az onceki gecmise ve simdiki gelecege yonelmistir. Bir bedende baslayip diger tUm
bedenleri kaplayan bir virUs gibi cogalan bu ag, dunyada olmakla, icinde olmakla her seyin gorunur
olmasl ve bedenlerin bu gorunUrlukteki essiz varligr ile ilgilidir. Kendini ve baskalarini algilama
bicimi onun mekansalligidir, icinde ne etkin ne de edilgen zamani tasir. Bu olus i¢cindeki zamansallik
gorurken gorunur olmaktir. Bu iki eylemin icinde olustugu zamanin yan yana durusu ve bu ¢cakisma
aninin, kendiliginden olustugu “0” an gercekligin mekanidir. Tam da o yerde ve anda algl gerceklesir.
Algl deneyimi ve zamansallik arasindaki dongUsel kosulluluk ve ortak ufuk hatti boylece devingen
bir atmosfer yaratlr.3 Bedenler ve bustlerden uzayan ag; Atmaca'nin dunyayi icine aldigl yahut
dunyaya yaydigl beden algisinda dugumlenir. Fransiz fenomenolog Merleau Ponty'nin sozleriyle:
“[..] Bedenim odaklandigim her harekette simdiyi, gecmisi ve gelecegi birlestirir, zamani salgilar,
daha dogrusu zaman tarafindan ittirilmez, dogada ona ver olur.[ .J'4 Ahmet Aydin Atmacanin
heykel ve desenlerinde gorduklerimiz bu birlesmeyi katilasmis bir akiskanlikta gosterir. Sanatcl

bicimi ararken, bir baska deyisle 6ze uygun bicimi kurgularken; baktigl yerden icinde, disinda ve
kendisinde oldugu bu dunyanin - bu karsitlik iliskisinin- merkezidir. O bu merkezde sectiklerini
icsellestirerek, kurmacasinin derinligini kendi belirler; icinde dolastigl, icine aldigl bu sonsuz
coklukta her seferinde yeniden koklendigi. Peki bu kok israrla neyi saklamaktadir?

S0z koke geldi. Tam da burada bu heykellerin uzun suredir bir topragin altinda gémulduklerini
dusunmek hi¢ de yanlis olmaz. Belki bir ormanda. Yol kenarinda bir tarlada. Kentin yesil kalacagl
konusunda hic kaygi duymadigimiz mezarliklarinin birinde...

Jean Genet, Giacometti'nin Atolyesi adli kitabinda soyle yazar: “Giacometti vaktiyle bana, bir
heykel yapip gémmeyi dusinduginu soyledi..GOnun birinde bulunsun diye, Giacometti’'nin kendisi,
hatta ismi bile unutulduktan sonra.” Genet, bu aktarimdan sonra sunu sorar: “Heykeli ggmmekle
olulere mi sunmus oluyordu onu?”® Giocomettinin arzusu ote dinya icin degildi. Koklenmeye,
yeryuzuyle bir olmaya dairdi. Ahmet Aydin Atmaca'nin heykelleri de tersine buyUyen, orumcek
agina benzedigi kadar bir agacin koklerine de benzeyen uzantilarla zamanla buluntuya mi
donUsecektir. Sanatcinin istegi bu mudur? Sanatci israrla neyi saklamaktadir?

Sergiye, “Hafiza Kalintilar1” ismini veren sanatci; kalintilar vurgusuyla arkeolojik bir temasi
imlese de so0z konusu kelime, dogrudan unutmanin bazen tersine koklesen, koklesirken ufalanan
gercekligine dokunur. Heykellere eslik eden desenler ise kdklesen unutmanin envanteridir ve
aralarinda ayrilik icinde bir 6zdeslik vardir. Bu durumun yarattigl kesisme her seferinde unutmanin
kaydini hatirlatir. Heykel mi desenden desen mi heykelden yola cikti sorusu akla dusse de her iki
Uretim de kendinden ¢ikisi kendine donusU ve bunun tam tersini dosundUror.

Hafiza Kalintilari; unutmanin katilasan bir akiskanlikla yeryUzunu sardigl, sararken tUm
heybetiyle koklendigini anlatan bir sergidir.

Nazli Pektas

Sanat Tarihgisi/Yazar
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SOLIDIFYING FLUIDITY OF FORGETTING

Doubtlessly, it's harder to explain the sculpture than to make it. It should not be easy to dive
into the moment when the artist and the material intersect. Because sculpture emerges in the
moment in which the artist who shapes it, knows the material well and leads it and lets the material
to lead them. The artist and the thing that is being sculpted/shaped share an ontological structure
that is comprised of reciprocal movement of eventuating/returning. Perception of the world which
starts and continues within the body of the artist; gets into the circulation by turning into a form
within the act itself and transforms into a work of art on an ontological-phenomenological ground.
When the audience gets involved in this sharing between these two; within the body- work of
art-audience triangle, a mutual transition/flow emerges both from inside out and outside in. From
a phenomenological point of view this state is called “the miracle of expression” and M. Merleau
Ponty sums it up like this: “A sense making which pretends to be an outsider, descends into the inner
world and begins to exist there..”1 It would not be wrong to say that there is an embodied making
sense when we look at the sculpture. In the world of meaningz, making sense of the sculpture
embodies with a rhythm which comes out of the material and returns to it.

Meaning in Ahmet Aydin Atmaca's sculptures; multiplies in a movement which tries to break
away from its own mass, gets longer and is inclined to become fluid but becomes petrified. Busts
and bodies; are in the verge of transition in company with upward, downward and backward
extensions. These extensions turn into a spider web that can never be broken away and becomes
more connected to it over time while trying to break away from where it belongs. These sticky folds
that swallow our gaze, are they where transitions begin or end? Or do they intersect both of them?
The meaning, which roams among busts, bodies and patterns, tries to fit in to a place/thing that is
not yet approved, solved, named by anyone. This moment of movement which dwells in bodies,
integrates the meaning and the word which extrudes it. Interventions of Atmaca, which undertake
metamorphosis, deterioration and sometimes deprivation, weaves everything that happens in the
body and everything that is directed to it in the reality of moment and place, executes in the
field of presence. Every movement within the sculptures and outside of it, is directed towards
recent past and present future. This web which multiplies like a virus that starts in one body and
spreads to other bodies, is all about being in this world, being inside, everything being visible and
a unigue existence of these bodies in this visibility. The way it perceives itself and others is its
spatiality, there is no active or passive time in it. Temporality within this existence is being visible
while seeing at the same time. Juxtaposition of the time during which these two actions occur and
“the moment” when the intersection moment occurs on its own is the space of reality. Right then
and there perception occurs. The circular conditionality between the experience of perception and
temporality and the common horizon line thus creates a dynamic atmosphere.3 The web extending

from bodies and busts; gets knotted in the perception of body that is absorbed or spread to the
world by Atmaca. French phenomenologist Merleau Ponty says this: “[..] My body combines the
present, past and future with every movement | focus on, it secretes time, rather it does not
get pushed by time, it just becomes a place for it in the nature. [...]”4 What we see in Ahmet
Aydin Atmaca'’s sculptures and patterns shows us this integration in a solidified fluidity. While the
artist seeks the shape, in other words while building the shape appropriate for the essence; from
where they look they are the center of this world - this relation of opposition - in which they are
inside, outside and themselves. While internalizing the things that they picked in the center, they
determine the depth of their fiction. Within this infinite multitude that they roam in and is rooted
again and again. So what does this root persistently hide?

Now we are talking about root. It would not be wrong at all to think that these sculptures are
buried under the ground for a long time now. Maybe in a forest. On a field by the roadside. In one
of the cities’ cemeteries which we never have to worry that they will stay green..

Jean Genet writes this in The Studio of Giacometti : “At one time Giacometti told me that he
thinks of making a sculpture and then burying it.. So that it would someday be unearthed, even
after Giacometti himself and even his name is forgotten.”> Giacometti’s desire was not for afterlife.
It was about taking root, being one with the earth. Will Ahmet Aydin Atmaca's sculptures with
extensions that grows in reverse and resembling the roots of a tree as much as it resembles a spider
web, transform into a finding. Is this what the artist wants? What does the artist hide persistently?

The artist who named the exhibition “Remains of Memory”; although they imply an archeological
contact through emphasis on remnants, this mentioned word touches the reality that takes root
in reverse and while taking root it crumbles. The patterns accompanying the sculptures are the
inventory of roots of forgetting and there is an identicalness in separation between them. The
intersection that this situation creates, reminds the record of forgetting every time. If we think
about the guestion of did sculpture set out from the pattern or pattern set out from the sculpture?
Both production makes us think about the self-exit and self-return and the exact opposite of this.

“Remains of Memory”; is an exhibition which explains how forgetting covers the earth with
solidifying fluidity and takes root in all its majesty as it covers.

Nazli Pektas

Art Historian/Writer

1 Merleau- Ponty, ie de la P i i Paris, 1994 (First edition: 1945), p.369. As cited in: Pascal Dupond, “Dictionnaire Merleau- Ponty”, Emre $an
(transl.), istanbul: Say Publishing, 2013, p.77.

2 jean Luc Nancy, The Creation of the World or Globalization, Murat Ersen, (transl.), istanbul: Monokl Publishing. 2014, p.57.

3 Nazlh Pektas, Cagdas Sanatta Beden Algisi, 1960 Sonrasi Bedene Merleau-Ponty ile Bakmak,istanbul, Qualification Thesis on Unpublished Art, Marmara University Ins-
titute of Fine Arts, 2013, p.51.

4 Maurice Merl A of ion, Forrest Williams (transl.), London: Routledge&Kegan Paul, 1981, p.240.

5 Jean Genet, L'atelier D'Alberto Giacometti, Hir Yumer (transl.), istanbul: Metis Publishing, 1999, p. 37.
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Fiberglas

95X20X15 cm, 2019
Bertan-Rana Sir Koleksiyonu
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Fiberglas
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Kompozit-Metal
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97X26X53 cm, 2022 52X12X55 cm, 2022
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Alci-Polyester A
36,5X15X15 cm, 2018
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Kompozit L\ A Fiberglas-Metal
50X15X15 cm, 2019 36X11X12 cm, 2019
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Alcl e S s2s b Kompozit
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Kompozit

80X26X15 cm, 2020
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Kagit Uzerine Murekkep

50X35 cm, 2020

45X31 cm, 2019
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Kagit Uzerine Murekkep-Marker Kagit Uzerine MUrekkep-Marker
50X70 cm, 2015 35X50 c¢cm, 2015
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